The problematic nature of modernity and the rhetorical crisis of cultural discourse in Spanish America are the overarching subjects of this intriguing and thought-provoking study by Carlos J. Alonso. Spanish American authors have approached the notion of modernity with ambivalence, simultaneously affirming and rejecting modernism in their writings. Alonso, struggling with the limitations of language, constructs a theoretical framework, and then in the series of close readings that follow sets out to explain the conflicted relationship between discourse and modernity and the cultural concepts embedded in the modernism/postmodernism controversy.
his ideas to paper before completing his thought processes on a given topic, thereby rendering his text little more than "a sketch of a still inchoate thought" (58). Since he wrote spontaneous unpremeditated prose filled with passion and contradictory desires, one must return to his works often in order to try to understand his inconsistencies.
Next, in a discussion of the Cuban anti-slavery novel, Alonso links these fictional works to non-literary texts and challenges the socalled "collective unanimity" of all those concerned with the antislavery project in Cuba. He concludes that the idea of a homogeneous abolitionist movement in Cuba is a myth. In many of the anti-slavery tracts writers remained strangely silent on the moral and humanitarian questions raised by the "peculiar institution." Novelists usually avoided depictions of abject human misery, but they had no qualms about injecting the issue of incest into their texts. They condemned slavery, not on moral grounds, but because it was anachronistic and thus incompatible with the idea of modernity. It was this distinctive feature of the anti-slavery novel-incest and other issues of sexuality-that separated it from the traditional novel of the Romantic period. Spanish American writers welcomed the advent of Romanticism because they saw it, rightly or wrongly, as a manifestation of modernity. To them, the Romantic novel was an expression of the modern because of its newness, in spite of its conservative and backwardlooking features.
Alonso's reading of Lucio Mansilla's Una excursi6n a los indios ranqueles as a family narrative involving an oedipal complex provides some of the most fascinating pages in this study. Although Mansilla's text, like Sarmiento's Facundo, is characterized by its generic ambiguity, it is nonetheless a fine example of a respected form of writing of that era, the scientific travelogue. What was the real reason behind Mansilla's journey into the desierto? In his search for the answer, Alonso reveals that the dandy Mansilla was a man torn between two father figures: the dictator Rosas (his uncle) and Sarmiento (the President of Argentina and the standard-bearer of modernity). In the end Mansilla resolved this conflict in favor of barbarism by identifying with the former.
The chapter on Horacio Quiroga, while less imaginative than some of the others, does offer solid commentary, especially on two major points: Quiroga's poetics of the short story and his omnipresent preoccupation with death. The assertions that the Uruguayan cuentista repeatedly violated his own theoretical statements when putting them into practice and that his stories were based on a sur-2
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prise factor (a characteristic inherited from his foremost models, Poe and Maupassant) will not come as a shock to any reader familiar with these tales. It is obvious that death is ubiquitous in Quiroga's narratives, and it is just as clear that he engaged in writing them as an exercise in exorcism.
In his commentary on Vargas Llosa's La tia Julia y el escribidor Alonso examines the confluence of high culture and popular culture and how these two narrative levels converge upon the novel's central issue, the evolution of the writer. As Pedro Camacho gradually slips into madness, Varguitas comes into his own. The author's apprenticeship as a writer parallels his condition as a novice with regard to matters of love. His seduction of the mother figure and the elimination of his literary competitor signify, on a symbolic level, incest and murder. The two narratives, the fictitious one of the scriptwriter and the factual one of the author's affair with Aunt Julia, are two aspects of the real subject of the book: how Varguitas becomes Vargas Llosa. In pointing out the novelist's authoritative posture regarding the subject Alonso challenges the commonly held belief that this is a postmodern novel.
Chapter 7 raises the issue of the end of modernity through an examination of two so-called postmodern novels, Garcia Marquez's El general en su laberinto and Fuentes's La campana, both of which are set at the time of Spanish America's origins, the early nineteenth century. Ironically, El general locates the beginnings of Spanish America in the failure of Bolivar's dream of continental unification. Alonso suggests that today, given the facility and speed with which Spanish Americans cross national boundaries via communications networks, one can finally say that the Liberator's goal has, in one sense, been realized. In discussing the Fuentes novel he underscores the ambiguity of the title, which refers not only to the military campaign but also to a passionate quest for love. These and other contemporary novels call attention to the debate currently raging in cultural studies between those who deny postmodernism's relevance to the Spanish American condition (especially if one sees modernity in that region as being incomplete, weak or non existent) and those of the opposite view, who consider Spanish America the embodiment of the postmodern.
Spanish American writers, from the outset, adopted the rhetoric of modernity but nowadays that very modernity is being called into question. The topic of identity, which for decades attempted to define the literature and culture of the region, is no longer of paramount 3 et al.: Reviews of recent publications
Published by New Prairie Press concern, primarily because the ideology of modernism is now viewed as an invalid mechanism for examining the relationship between the individual countries and the metropolis. Alonso identifies " [t] his awareness of the rhetorical crisis that has generated Spanish American cultural discourse" as "our particular version of postmodernity" (175) . Scholars of Sarmiento, Quiroga, and Vargas Llosa will certainly find Alonso's close readings of texts enlightening and engaging. However, the ones who will most benefit from this study are those students and scholars engaged in discussions of literary theory, cultural discourse, and canon formation. While acknowledging these difficulties in reading and writing or filming AIDS diaries, the author, thankfully, continues with the task at hand, thus providing the reader with an intimate and detailed examination of two video diaries, La pudeur ou l'impudeur (1992) by Herve guilbert and the award-winning Silver lake Life: The View from Here (1993) by Tom Jos lin, as well as a third textually based diary, Unbecoming (1990) , written by Eric Michaels.
Chambers not only examines these video and text diaries, he also traces the connection between literary criticism and chronicles of dying, pondering the implications when the much used literary concept of Roland Barthes, the "death of the author," is transformed through literal versus theoretical usage. He also notes the irony that in these diaries textual authority, the truthfulness and credibility of the ac-4
Studies in 20th & 21st Century Literature, Vol. 25, Iss. 2 [2001] The dilemma that confronts us in Foster's appreciation about Eva Peron and Argentine women is the same as generally emerges when attention is given to cultural production. Eva PerOn is a comprehensive sociological assertion that only involves women who, paradoxically, are not cultural producers. Nevertheless, Foster's book is based on the central thesis that "any cultural production by a member of a subaltern group is necessarily involved with subaltern identity, whether or not it wants to be, and with the project to construct alternatives to subalternity" (170) .
The book has eight chapters in which Foster examines how urban subjectivities are constructed (15), from Mafalda, the acclaimed comic strip by Quino, to Sara Facio's photography. In between, he explores Buenos Aires's theater, tango, and urban sexual mores, and also examines how homoeroticism and contested spaces are extensively discussed in recent films. He also studies the cultural impacts produced by neoliberalism and global order. Other chapters deal with feminine space, the Jewish experience, and the "dirty realism" in Enrique Medina's novels. Undoubtedly, the dominant theme across the chapters seems to be the Argentine middle class, with its social, political, and cultural reaccommodation, whether it is its flirtation with fascism, patriarchy, and complicity in power, or its fascination with revolution and resistance.
However, Foster's Buenos Aires is not the inventory of privileged images of the social text, whether they are emphasized by the intelligentsia or political leaders; for him the city is, to the contrary, a controversial space, like the protagonist's apartment in Talesnik's La fiaca, namely, "as much a microcosm of the spaces of the Argentine middle class as it is a free zone engaged in a subversion of the demands of that class" (42). Buenos Aires is represented here as the intimate map where interpretations of urban life are those proposed by the cultural production itself (55) , that is, an archipelago of discourses which transform the city in a polyphonic, multilinguistic, painful, ironic, 8
Studies in 20th & 21st Century Literature, Vol. 25, Iss. 2 [2001] The U.S.-Mexico border has been defined by a spectrum of terms-a wound that bleeds, a division between two sovereign nations, a bi-national borderland, a cultural laboratory, a site of illegal alien entry, the line separating the first and third worlds etc.-and these definitions of the border are shaped by the disciplines that frame them. Claire F. Fox's The Fence and the River: Culture and Politics at the U.S.Mexico Border adds interdisciplinary perspective to the debate on border politics by contemplating the area's politics through the lens of art. This well-researched book expands the traditional notion of art by analyzing literature and popular culture, film, video, installations, photography, postcards, and performance art. Fox explains her contention concisely in the introduction: Focusing on "representations of the U.S.-Mexico border that have appeared in literature, art, and mass media" since the 1970s, her book is "intended as a critique of the current fashion in postnational, non-site-specific border imagery in contemporary cultural theory" (1). It is not so much a study of the border, then, but rather an analysis of the manner in which aesthetic images of the border are manipulated discursively and strategically by artists, activists, politicians, and the media. It is mostly Section II, The Avant-Garde, though, which brings together rare manifestos and declarations, thereby addressing issues at the center of the modernist "movement," however strange this may sound in the face of the editors' claim that "Modernism is not a movement" [xvii] . With these avant-garde texts, the editors emphasize their view of modernism as a network of literary, aesthetic, social, and philosophical texts, situated in the midst of an artistic and aesthetic development whose essence the editors do not want to see in "the spirit of formal experimentation" (xvii) as has been done in the past. On the contrary, they want to "unsettle and rethink" (xviii) such categorical simplification. The occasional representation of facsimile prints of experimental manifestos, though, highlights the formal creativity of those texts.
While the anthology as a whole must be described as a valuable contribution to the recent revitalization of the study of modernism, it should be mentioned that the very brief introduction bears similarities to a user's guide. It hardly provides an initiation to modernism, but rather states the editors' view of modernism in bland and programmatic terms. The introduction also briefly outlines the editorial structure of the anthology and the rationale behind the division into three sections. Individual entries in the anthology are prefaced by cursory biographical and bibliographical sketches of the respective authors. While the index is helpful in a book that keeps cross-references to the absolute minimum, it nevertheless disappoints by listing mostly proper names and artistic periodicals. More general entries (such as "architecture") are widely absent, as is any kind of bibliography or list of titles for further reading. Nevertheless, these features will most likely not keep the anthology from becoming a popular course book.
In short, the timing of the anthology's publication at a time of renewed interest in modernism is superb. The broad outline of this volume and the editors' contemporary view of modernism leave sufficient room for the inclusion of authors and texts which only a short while ago would not have been considered canonical, as, for example, texts associated with the Harlem Renaissance. Thus, the anthology is in the forefront of the recent re-evaluation of the modernist canon. All Danielle Marx-Scouras sets out to correct the record on the controversial French journal Tel Quel (TQ) by offering a comprehensive examination of its history from inception to its phoenix-like rebirth as L'Infini that traces the intellectual and cultural climate in which it struggled, fought, and thrived. A journal that sought controversy, TQ has nevertheless drawn "virulent and relentless attacks" from academicians, journalists, and politicos, who have succeeded in belittling its importance and refusing to recognize its central project. MarxScouras defines this project as TQ's "coherent cultural program" for continual "cultural renewal" (8). The record Marx-Scouras wants to set straight is the commonly-held criticism against TQ for its "eclectic confusion" and political shifting-in short, its perceived opportunism in joining (or creating) the avant-garde theory or movement of the hour. Instead, she claims to demonstrate how a coherent cultural program of renewal was set in place in the review's inaugural issue and continued unabated until its end in 1982. Essentially, TQ liberated literature from its enslavement to a politics of engagement without, moreover, relegating it to a simple rehashing of aesthetic ideology ("art for art's sake"). Ideally, Marx-Scouras argues, TQ's cultural venture salvaged the very notion of avant-garde by giving back to literature its "subversive potential," TQ's constant shifting and theoretical reversals in effect representing the avant-garde at its very best, that is, taking charge of its own subversion as well as that of the reigning political or cultural ideology. Realistically, however, as MarxScouras discusses in her concluding remarks, certain criticisms must be leveled against TQ's claim to cultural renewal when it can be equally demonstrated that the journal's avant-gardism remained confined to the very parochial limits of France (or perhaps Western Europe) while it totally missed the advent of Eastern European, Third World, and minority dissident politics and aesthetics; in other words, TQ failed to acknowledge, let alone anticipate, the transnational avant-gardes of the eighties and nineties.
Marx-Scouras's study progresses chronologically. Chapter 1 (roughly 1958-1962) The first part of the study addresses themes in early autobiographical exile texts of the period. The first chapter deals with "focused memoirs," which both illuminate the history-autobiography relation and provide subjective portrayals of the crisis engendered by exile, as in Klaus and Erika Mann's Escape to Life. The second chapter relates narratives of flight (with a focus on Renee Fersen-Osten and Alfred Doblin's autobiographies); of internment (Arthur Koestler and Lion Feuchtwanger); and of rescue projects such as that of the New York-based Emergency Rescue Committee. The third chapter continues the work of Dorit Bader Whiteman, bringing to light the often neglected cases of Jews who escaped and survived persecution. Considered among the varied responses to persecution are the transports allowing some children to leave Germany without their parents; the assumption of "Aryan" identities in order to hide (Yehuda Nir and Jakov Lind); and adult depictions of flight from Nazi Germany as children (George Clare, Frederic Zeller, and Lilian Furst) . The fourth chapter concentrates on exiles coming to terms with their fate after the war. Carl Zuckmayer's situation is used to highlight the often difficult acclimatization of writers and actors to American life and politics, while the autobiographical responses to exile of George Grosz and Oskar Kokoschka also receive attention.
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The second part, entitled "Reconstructions," begins with another exploration of theoretical issues of exile autobiography. Here Melton presents a brief overview of autobiographical scholarship in relation to her subject, differentiating between the majority of modern critics dismissive of the notion of a unified and ahistorical self (deconstructionist, structuralist, and feminist critics), and autobiographers as individuals, who mostly operate with an intact vision of self. Her starting point is the view of autobiography as a process of self-creation and self-reconstruction (with a discussion of the autobiographical scholars Paul Jay and Paul John Eakin), which is then tied to Erik Erikson's identity formation psychology. Melton argues that if autobiography helps (re)create the self, then for the self seeking psychological continuity-illusory or not-"the act of writing becomes therapy." This is deemed to be particularly important for exile autobiographers, who have suffered "psychic rupture." This psychological emphasis becomes even more evident in Melton's discussion of Robert J. Lifton's "psychic numbing," that is, roughly speaking, the disintegration of self caused by the collapse of (inner) systems of representation.
The study then deals with various representations of childhood in autobiography, from nostalgic responses (Vladimir Nabokov and Eva Hoffman) to more painful childhood memories (Gregor V. Small Worlds consists of an initial, theoretical chapter that discusses contemporary minimalism in music and the visual arts as well as literature, followed by ten chapters, each of which deals with a French author whose work embodies salient traits of minimalist aesthetics. The writers range from the very well-known, such as Edmond Jabes and Annie Ernaux, to the scarcely known, Olivier Targowla. Warren Motte is clearly much taken by the notion of brevity that is commonly associated with minimalism; each chapter is sharply fo-19 cused and succinct, and, given the minimalist assumption that less can be more, it will perhaps be no surprise to learn that, taken together, these chapters add up to the most wide-ranging and illuminating analysis of contemporary French minimalist literature currently available. The first chapter, "Small Worlds," places minimalism in its international context. Motte describes its American origins and its particular impact on sculpture, but more significantly he explains the philosophical bases for some contemporary artists' fascination with the small, with the seemingly simple, with repetition and symmetry. Minimalism reflects an awareness that, despite the plethora of information sources such as CNN and the Internet, human knowledge and power are radically restricted, and that this restriction can be a source of creativity (3). The minimalist is an essentialist rather than a nihilist, since the artist's aim is to exploit the myriad constraints placed on the individual and to distill from these constrictions on people and events their "crystallized abundance" (5). The danger in such a strategy is, of course, to make a fetish of the obvious and the banal. Motte's response to this criticism is that minimalism strives to locate profound experience in ordinary experience, a thesis he illustrates brilliantly in his chapter on Jacques Jouet's 107 Ames. As Motte clearly shows, the discomfort sometimes felt in the presence of a minimalist artifact stems from an inability or unwillingness to engage with new ways of formulating a sense of the present. Unlike other artistic practices, minimalism destabilizes the notion of genre, as well as received ideas about art, and values the object itself rather than some putative significance that things have traditionally been called upon to embody. The result is to create "a new space for art's maneuvers" (7).
Rezzori and Christa Wolf
This new space is clearly on the margins, which for Motte are the places where one searches for meaning where none was thought to exist. Jabes' Recit examines the impoverishment of the horizon of possibility in the post-Auschwitz era, while at the same time evoking the potential for ethical behavior in such a world. Jean-Philippe Provoked by his belief that violence is "probably the trendiest and least understood" of contemporary vogue words (27), Arthur Redding sets a challenging task for himself: to establish a thematics of violence by describing an evolving idea of violence comprised of two complementary theoretical positions, the one holding that social and political violence is in some way deviant, the other regarding violence as a necessary component of ideology and as integral to dynamic systems. He treats three main bodies of thought: leftist writing, both old and new; modern American, British, and European fiction; and contemporary American fiction.
In examining the textualization of violence, Redding scrutinizes above all the belief that violence is necessary for radical change and the relationship between human suffering and the institutional apparatuses that enmesh it. Included within the latter is the tension between violence and representation; while acknowledging Elaine Scarry's work on the impossibility of adequately conveying pain and suffering through language and, indeed, while characterizing violence as "that which by definition cannot be grasped" (34), Redding emphasizes the need to search for sufficient language to represent violent acts in order to diminish human suffering. As Redding's analyses show, the dynamic between the reality of violence in the modern world and the
24
Studies in 20th & 21st Century Literature, Vol. 25, Iss. 2 [2001] Redding' s study is to demonstrate that "the formalized reworking of fantasies of violence . . . will be dogged by a formalization of violence itself" (141). The endpoint of this process is that real violence comes to be supplanted by the aesthetic simulacra and commodified, as in the celebration of violence in films. In the postmodern age, Redding argues, political violence has become a commodity, as has the whole image of "the sixties." As he succinctly puts it, "Revolution sells" (187). But the marketing of violence in the contemporary era manifests gender differences. Redding speculates that the fascination with violence on the part of some male members of the New Left caused the women's movement to distance itself. Analogously, in examining violence in the works of postwar male writers such as Don DeLillo, Norman Mailer, Bret Easton Ellis, Lawrence Ferlinghetti, and William Burroughs, Redding tracks a thematic constellation in which raw ego is the only bulwark against a preoccupation with death. The fiction of Kathy Acker, by contrast, which for Redding embodies an "aesthetics of terror" (222) , is obsessively masochistic, yet aimed at a radical transformation.
The move from the frequently egoistic and nihilistic fictions of many contemporary male writers to the ultimately productive thrust of Acker's work is typical of the positive spirit of Redding's study. Despite a few lapses into overly jargon-laden poststructuralist language, this dense, ambitious, sophisticated book achieves a rare feat: it creates in the reader's mind the image not only of an intelligent, erudite author but of a socially concerned human being.
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